Who's the girl with the kissin' lips? ' Constructions of class, popular culture and agentic girlhood in Girl, Princess, Jackie and Bunty in the 1960s.
girls. Comics became associated with increasingly younger audiences and there was also a gender shift so that comics became seen as almost wholly addressing boys. Instead, what the titles discussed here can be seen as creating is what Patricia Holland (2004) What these periodicals offer the readers are shifting resonant images of girlhood, associated with changing dominant discourses about behaviours, attitudes and activities usually determined by publishers and policed by other adult stakeholders such as parents and teachers.
Any limitations to the girlhood offered to girls by periodicals may tell us more about adult desires to control the female child than about girls themselves. Tensions with regard to these publications tend to occur when adult commentators saw the content as stepping beyond the bounds of 'appropriate' or 'respectable' behaviour and attitudes in girls, something which changed over the history of the titles. This is shown by Tinkler (1995) and Mary Cadogan and Patricia Craig (1986) , in looking at periodicals before the comic, including the Girl's Own Paper, (Religious Tract Society, 1880 -1956 . Over time the market started to divide titles into those for girls and those for women, and class became a factor. For example, 'millgirl papers' (whose themes of isolated girls' struggles re-emerged in comics for younger readers in the 1950s) were wholly aimed at working-class readers in their late teens and early twenties, including Amalgamated Press title Girls' Friend (AP, 1899 (AP, -1931 . This means that the emergence of the comic is influenced by earlier constructions of the girl in periodicals, cross-cut by age and class which acted as models, influencing both the content and physical aspects of the titles. Earlier resonant images and discourses of girlhood then, impact upon those discussed below.
Why Girl is significant.
The girls' comic appears in the 1950s as part of the expansion of publishing following the relaxation of paper rationing after the Second World War. Generally, the shift to comic strip format was a slow conversion, although initial market leader School Friend was re-launched as a comic in 1950 having previously been a text-only periodical (Gifford, 1975: 141) 4 . These titles offered innovations as well as some continuity with the earlier periodicals. For instance, school stories began to focus on children attending state schools as day pupils, which meant that narratives about family life began to appear.
Fashionable activities also featured, including ballet and ice-skating. This engagement with activities considered stylish and appropriate can be seen in a wider cultural context, for instance, through the impact of Kenneth MacMillan's Romeo and Juliet performed by Nureyev and Fonteyn at the Royal Ballet in 1965 and also through the appearance of films such as The Red Shoes (Powell and Pressburger, 1948) . Similarly as ballet waned, gymnastics became popular, and appeared in comics, particularly after the televising of the Munich Summer Olympics in 1972 where Olga Korbut made a huge impact. In both cases, then, the comics are responding to cultural change. These shifts in the types of leisure and education featured in comics also indicated the growth of the middle-classes and so they contain many resonant images of middle-class agentic girlhood.
The new publications proved very popular, with School Friend for instance, achieving a circulation of around one million a week in the early 1950s (Tinkler, 1995: 60) . However, in the development of titles aimed at girls, it is Girl rather than School Friend that is seen as the most significant, partly due to high production values. Girl was expensive and was printed on glossy, high quality paper in four-colour rotogravure. The tactile quality of the paper and the quality of the printing can be seen as connoting the class position of the implied reader, as does the broadsheet format in which Girl was produced. Sister to the Eagle, Girl was followed by two more 'companion papers', as they were known, Robin and Swift, aimed at younger readers 5 . It is also important that whilst the other titles are bird's names, Girl is marked as 'other' in terms of gender by both title and by the logo, a girl's head.
Girl was also seen as a watershed because the editor, Marcus Morris, was a clergyman. The intention of Girl's producers was to create a middle-class comic which combined adventure narratives with sound Christian (and British) values. They initially attempted to offer a very wide range of images of girl and womanhood. For instance, the cover story of the first edition in 1951 featured a pilot, 'Kitty Hawke and her All-Girl Crew'. However, these stories were replaced within two years by school-girl investigator stories like 'Wendy and Jinx', although these too show girls making a difference and changing assumptions about what girls might be able to do. The change was motivated by the findings of a reader survey, something rarely undertaken, which led Morris to conclude that adventure stories did not translate directly from boys to girls' comics. In their biography of the publisher, Sally Morris and Jan Hallwood (1998) report that Morris said of these changes that,
[w]e had received reports that quite a number of girls were reading Eagle and drew the wrong conclusion; we had made Girl too masculine.
We therefore made it more romantic in its approach, more feminine. (164) The change of style meant that female protagonists were given personal reasons to act, constructing the girl as, for instance, caring and protective of younger children. This indicates agency on the part of the readers and responsiveness by the publisher, although the result is more conformist regarding constructions of girlhood than the material offered in the original adult-generated content.
Girl's middle-class ideology could be seen in many aspects of the comic, but also in their belief that girls could have both some control over their own lives and play a part in wider societal changes. This was particularly reflected in stories focused on professions for girls, which dominated the periodical, in turn suggesting agency is possible for the character, and so, potentially, for the reader. These included 'Susan of St. Bride's' about a nurse, 'Tessa of Television', a secretary, and 'Angela, Air Hostess' each predominantly focusing on the working life of the titular character.
For example, in a narrative which begins the start of the 1960s, Susan is seen returning to St Bride's to take up a role as a new staff nurse 6 . Her training complete, Susan finds much has changed, including the takeover of St Bride's by St Botolph's hospital, which has opened a private wing in the town in a contemporary building (Susan notices the building as it has changed how the town looks). The story explores what the takeover means and the impact that the new management team has upon the staff at St Bride's. It is engaged with the contemporary world, but is still didactic regarding the behaviour of characters and, by implication, readers. For instance, in the same story Susan sees another nurse crying, a nurse who is accompanied by a policeman. Curiosity aroused, she firmly tells herself 'Nurses don't pry and gossip -I must try not to look'. Changes bring opportunities, the narrative argues, but also problems, and the overall message is that one should be suspicious of the new. A similar focus on how work opens up possibilities for the young woman is evident in the narrative regarding Angela. It shows her exchanging flights with another air hostess to enable her to visit her friend and potential beau, Ian, in Australia. Whilst most of the narrative sets up the dramatic possibility that Ian will not be able to meet Angela in Sydney, due to his work, a sub-narrative focuses on Angela finding out about letters sent to her by Ian that have been hidden by her mother, as she disapproves of him. Here, then, we see the character using the advantages of her job to take control over other aspects of her life 8 .
A working life for women is proposed as 'natural', making this a significant title in relation to the changing role of young middle-class women. With their focus on what were seen as exciting, fashionable and attractive jobs, the stories are aspirational, yet also usually 'appropriate' in focusing on nurturing, caring and support roles, as explored by Gibson (2008b) in relation to nursing in comics.
Alongside these career-focused characters are stories of private, all-girl schools inherited from the earlier text-based periodicals. There are two types, the first typified by the 'Wendy and Jinx' strip which featured longer mystery stories and the second by 'Lettice Leaf' a short comedy strip. The continuation of these narratives indicates how girlhood and genre can be seen as intertwined. Publishers seemingly associate certain story types, particularly school stories, with publications for girls. The emergence of ballet as a theme also reinforced the centrality of school stories in offering images of schools devoted to dance, including, 'Belle of the Ballet'. In this edition, Belle has supported Katie, a 'poor girl who dreams of being a ballet star' in encouraging management to make Katie her understudy. However, Belle is ill and likely to be replaced. The narrative explores how one girl might support others when one is in an advantageous position 9 .
The social importance of ballet was further reinforced by Girl's Ballet Scholarship Scheme which began in 1955 in association with the Royal Academy of Dancing and Sadler's Wells School. By 1957, 150 scholars got free tuition from the RAD and two were full time at Sadler's Wells (Morris and Hallwood, 1998: 166) . This reflects a shift in understandings of dance from being seen as a problematic display of female bodies to being seen as promoting gracefulness and femininity as part of a middle-class leisure activity. However, it is also presented as a career, and being able to apply for scholarship and tuition engages the girl with a direct form of agency. In the edition discussed here, the story about Belle faces a page which centres on a crossword competition in which the main prizes are ballet dresses (11).
This reinforces ballet as a practical option for both leisure and professionally for the reader 10 .
Whilst the comic strip was adapted to suit a female audience other aspects of the girls' comic came from women's magazines. For instance, Girl introduced the first fashion page in a comic in 1958. Overall, however, there were few actual items on fashion, and limited advertisements, except for Ladybird. In another engagement with the growth of teenage culture, Girl included pin-ups in the mid-1950s, the first Tommy Steele and the second Harry Belafonte (images of the royal family also appeared). However, there were limits to who was considered an appropriate subject given the underlying ideology of the publication, so pinups were either native or 'colonial' British.
The publishers also engaged with popular culture to a limited degree in the Girl Film and TV Annual, a volume first produced in the late 1950s. Making media the focus of a separate book serves to quarantine it, especially given the cost of these hard-back volumes. Further, within these annuals there is a distinct hierarchy. For instance the 1965 edition contains a great deal on theatre, film and ballet. Popular culture appears much less and usually in the form of photo-shoots, such as an item entitled 'The Pop Girls' including Dusty Springfield and Cilla (1965: 24-27) , rather than the full articles accorded to the other arts. Popular culture was seen as offering potential employment, so one article features the roles involved in creating a music programme for television, including teenagers acting as programme advisors (1965: 12-16) . Similar patterns of content also appear in the general Girl annuals. For example, the 1965 annual contains 18 pages on pop culture out of a total of 159. Popular culture features as only a fraction of the content of these books, suggesting the producers' view it as insignificant, but the inclusion of female stars and the emphasis on work is suggestive of agency.
A further significant aspect of the weekly comic of Girl was the intention to educate through the inclusion of a number of items such as biographies of significant women, bible based comic strips and adaptations of classic fiction. What is also apparent from reading Girl is that the reader is directed towards what might be seen as suitable or improving activities, again linking leisure and constructions of girlhood and class. Overall, this range of stories and activities suggests that Girl may have acted as schooling in femininity which reflected 10 Indeed my mother trained to be a professional ballerina, am ambition buoyed by both Girl and various novels on the topic. notions of a middle-class Christian ideal, whilst also offering narratives focused on opportunities for personal agency and moving beyond the home. Certain elements of Girl suggest different constructions and understandings of girlhood, from the pin-up with its association with teenage culture, to the narratives about working lives and the assumption that paid work outside the home is appropriate for girls, to problem page 'What's Your Worry?', which often addressed very different issues from the rest of the comic (in the chosen example, the page focuses on shyness (14)). These elements expose tensions and shifts regarding resonant images of girlhood.
'What's Your Worry?' began in response to unsolicited letters received from readers (Morris and Hallwood, 1998: 168) . The letters received were very varied and featured, for instance, fashion and beauty queries, but it was those about cases of sexual abuse and requests for information about sex and childbirth that had the most impact upon the staff and prompted them to begin the column (ibid: 169). The problem page, then, was a space in which the voice of actual girls appeared and was responded to. Choosing to write reflected the agency of the readers, and that they had, in effect, created the page, is an intervention regarding content.
Overall, Girl's significance was such that it became the model adapted by publishers attempting to draw girls into reading periodicals, a model which only tentatively engaged with popular culture. Whilst the actual readership was across class, the title could be seen as offering an aspirational middle-class ideal and influential resonant images of girlhood and young womanhood. It also engaged with notions of agency in part through focusing on career as natural, and in being responsive to readers.
Princess and Bunty: Class, format and content.
Both Princess and Bunty emerged during a burst of publishing aimed at pre-teens in the late 1950s and early 1960s. The changes in publishing for younger readers were initiated by the Dundee-based DC Thomson whose Bunty became the market leader, longest-lived of the genre. Competitor, Fleetway, who had taken over from AP, responded with Princess for preteens and younger teenagers.
For DC Thomson, launching a comic for girls was a new initiative. They drew staff from the part of the company that produced comics meaning that periodicals for younger girls were separated from the teenage titles which were produced by the woman's magazine department.
This had an impact upon content through the dominance of the comic strip. The only pages not containing comics in Bunty were typically the title page featuring the 'Bunty' picture story where there are captions, but no speech balloons, competitions to win, for instance bicycles, radios, record players and cameras (implying mobility and agency), 'Cosy Corner' which featured letters from readers (typically about stories in the comic, holidays and pets), advertisements for other DC Thomson products and a cut-out doll 11 .
It is in the last item that style, fashion and popular culture were particularly visible in a title which rarely engaged with it otherwise. Bunty's Cut-Out Wardrobe linked with the front page short story and the title to create an identity for the comic. Despite being drawn in very different styles, the cover narrative and back-page doll are intended to be the same person, the titular Bunty. Whilst the clothes were sometimes almost parodic in their approximation of fashions, they were significant to readers, reflecting the long tradition of producing these dolls in both Britain and the USA 12 . In the interviews I conducted in relation to my 2015 monograph, 56 readers from across Britain who read comics between the 1950s and early 2000s offered accounts of their engagement with comics and a number mentioned the dolls, such as Fiona, who said, 'Perhaps the cut out doll, more than anything, inspired my initial career as a designer after studying Fashion at Trent Poly' (Gibson, 2015: 116) 13 . One could, of course, design clothes for the dolls too, moving beyond the range of options that were offered. A similar doll was sometimes offered with nursery comic Twinkle (DC Thomson, 1968 Thomson, -1999 , so connecting girls and fashion from an early age. Engaging with the doll demanded dexterity to avoid cutting off the tabs that held the clothing on to the doll, and also destroyed the last page of the comic, so any reader had to decide whether the story or the doll were more important. Whilst one could read the story and then cut out the doll, this meant that re-reading, a common practice with comics, was impossible. Choosing costumes and designing new ones also, of course, engage the reader with making choices and exhibiting agency.
What the dolls also do, in the elements of the page that will be discarded, is show the context for the clothes and additional material, such as the racket, ball and case on the tennis image which was published on May 27 th 1967. Tennis was a significant activity for girls, with a number of British players proving important at this time, particularly Ann Jones who lost in the Wimbledon Women's Singles final to Billie Jean King later that summer. Consequently, this image could be said to link to female aspiration in sport as well as representing a leisure activity 14 . On the Christmas doll, from the winter of 1967, visiting friends and opening presents are depicted. In addition, a church is featured, which appears to have figures walking towards it. There is an assumption that this too is firmly part of Christmas, reflecting the publisher's religious beliefs.
In Figs. 3 and 4 above, the latter, published in October 1966, gives the reader a brief to choose what Bunty is going to wear to what is described as a 'Pop 'n' Sandwiches Party'.
The additional images flag up pop as in music, given the depiction of a radio, but also pop as in drink, and, indeed, pop fashion, neatly blurring the possible meanings of the focus of the party. The former gives a brief for a school sewing class and depicts cloth and a dress pattern along with other accoutrements in a comic published in January 1968. The assumption, of course, is that any reader will understand what these things are, and possibly also have sewing lessons themselves. Choice, creativity and agency are connected, then, in the readers' use of and engagement with the dolls.
